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The writer wishes to express thanks to his excellent accom-
panist, James Moosman, for his cooperation and help. The writer 
also wishes to express appreciation to Dr. Max F. Dalby, Professor 
Alvin Wardle, Mrs. Fay Hanson, Mr. Sterling Morris, Mr. Larry Smith, 
Mrs. Bonnie Smith, members of the Weber County High School brass 
choir and woodwind septet, and the Walquist Junior High School brass 
choir for their assistance in the recital. He also extends deep 
appreciation to Ivaloo, his wife, for her efforts and assistance , 
without which the preparation of this recital would not have b ee n 
possibl e . 
Darr e ll R. Lund 
INTRODUCTION 
A major responsibility of the high school band director is to 
gu id e young s tud e nts in solo and ensemble studies. Successful 
experiences of this type help develop the student's individual 
playing and listening abilities which contributes to a mo re 
effective band program. It was the purpose of this recital to 
afford the writer an opportunity to gain added insight in the area 
of solo and ensemble preparation and performance which might be 
u sef ul in developing more effec tiv e teaching methods . 
In preparing this recital the writer was concerned with the 
selec tion of solos s uitable to the needs and competencies of the 
pe rform er, adequate preparation of the solos, transfer from co rn et 
to French horn, and the demonstration of l evels of performance 
attainab l e by junior and senior high school brass e n sembles. 
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PROGRAM NOTES 
Sonata VIII 
Sonata VIII was transcribed for solo cornet by B. Bernard 
Fitzgerald who is widely known and recognized for his contribution 
to the field of instrumental music as an educator, conductor, 
composer, and author. His published compositions include a trumpet 
concerto, a suite for trumpet and piano, numerous brass ensembles, 
choral and band compositions. He is the author of more than twenty-
five published articles concernin g brass instruments, bands, and 
chamber music. 
Arcangelo Corelli (1653-1713) is acknowledged as one of the 
most eminent instrumental composers of the 17th century and is 
referred to as the founder of modern violin music and playing. He 
composed twelv e solo sonatas for the violin, and Sonata VIII is one 
of five in which he used the dance forms of the period, which in -
eluded the Allemande, Corrente, Sarabande, Gavotte, and Gigue . 
It was Corelli who planned the sequence of movements in 
the sonata, and although later practice greatly extended 
their scope, the germ may be found in his works, Two 
types of these sonatas were general: church (sonata da 
chiesa) and chamber (sonata da damera). These have much 
in common, the chief difference being the lighter mood 
of the latter and the stronger influence of the dance, 
The four standard movements are almost invariably alter-
nately quick and slow. One of the quick ones is fugal 
in style, deriving directly from the old vocal music; 
the corresponding movement in the chamber sonata is 
usually in one of the dance styles. Those characteristics 
which we have mentioned as typical of seventeenth-century 
music--the use of the homophonic style, major and minor 
scales, and so on--are all present. Key contrast in the 
movements is just beginning, the third being sometimes 
in a different key from the others. But this now vital 
element was arrived at slowly, though of course key 
balance was present within the movements themselves. 1 
Suite Miniature 
Suite Miniature, composed by Ralph Dale Miller, is a short 
suite for brass sextet employ ing a modern treatment of three 
traditional forms of music. The first movement, Fughetta, is 
written in Alla Breve and incorporates syncopated rhythms in each 
voice. The theme is stated and developed by each instrument in 
turn, alternating from the original to the interval of a fourth 
below. The second movement is a slow Chorale which makes use of 
chromatic chord progressions and varying dynamic effects. The 
final movement is a lively Gigue written in six-eight time which 
includes use of imitation between each voice in the ensemble. 
Allegro 
4 
Th e cornet solo, Allegro, was composed by August de Boeck, a 
Belgian composer. De Boeck was noted primarily for his opera works 
although he composed in many mediums. Significant among his musical 
accomplishments are works for piano, violin, organ, flute, clarinet, 
cornet, as well as choruses, contatas , and masses. 
August de Boeck was born in Merchtem, Belgium, May 9, 1865. 
He studies organ, harmony, counterpoint, and fugue at the 
Conservatoire Royal of Brussels, in order to become organist 
at his native village. In 1889 he met the young and talented 
composer Paul Gilson, who became his teacher for orchestration 
and his closest friend. They both introduced musical impres-
sionism into Belgium under the influence of the Russian "Five 0 --
1Howard D. McKinney and W.R. Anderson, Music in History (New York: 
American Book Company), pp. 351-352, 19~ 
Balakirev, Cui, Borodin, Moussorgsky, and Rimsky-Korsakov. 
In 1893 he became moniteur for the organ at the Brussels 
Conservatoire and in 1920 professor of harmony at the 
same institution, where he remained until 1930. At the 
same time he was acting organ professor at the Royal 
Flemish Conservatory at Antwerp and director of the 
Conservatory of Mechlin. In 1930, aged sixty-five, he 
retired to his native village of Merchtem. He may be 
considered one of the most remarkable and most repre-
sentative Belgian composers of his generation. 2 
The Swan 
5 
The Swan is a movement of the Carnival of Animals, a zoological 
fantasy, composed by Saint-Saens for a private performance in 1886. 
The original instrumentation was for two pianos, string quintet, 
flute, clarinet, and xylophone, The Swan was the only movement 
from this work published during the composer's life. 
According to Collier's Encyclopedia, Camile Saint-Saens was 
born in Paris, October 9, 1835, into a family of Norman origin. 
At the age of seven he began to study the piano and harmony, and 
his first attempts at composition soon followed. In 1846 his debut 
as a pianist met with a sensational success, but he withdrew from 
public performance to take up the formal study of composition and 
the organ at the Paris Conservatory. In 1853 he established him-
self as a composer with his First Symphony and in 1858 began his 
tenure of twenty years as organist of the Church of the Madeleine. 
Saint-Saens, a prolific composer until his death at the age of 
eighty-six, created such monumental works as the four symphonic 
poems, piano concertos, symphonies, and the opera Samson~ Dalila, 
2Eric Blom, Grove's Dictionary of Music and Musicians, (New York: 
St. Martin's Press, Inc.) 195S:- ---
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His clarity and sense of form in writing are found to good advant-
age in his chamber music, which includes works for almost every 
variety of instrumental combination, 3 
Prelude et Ballade 
Prelude et Ballade is one of Guillaume Balay's most admired 
cornet solos. In this solo, subtle devices are used to achieve 
pleasant effects, The solo is not particularly demanding in range 
or endurance, however, considerable musical sensitivity, facility 
in finger technique and control of the single tongue are required 
for acceptable performance. 
Guillaume Balay has contributed an outstanding series of works 
for horn, trumpet, flute, oboe, wind ensembles, piano, and orchestra 
published between 1912 and 1938, He was for many years profe sso r of 
cornet and trumpet and conductor at the National Conservatory of 
Music in Paris, France. 
Suite for Brass 
Suite for~' by Leonard Lebow, is a novelty number incor-
porating several styles of writing in the American Idiom. The com-
poser's intent is to prove the flexibility of the large brass 
ensemble and to bring out the many moods and tonal colors which 
such a group may attain. 
The first movement, March, is of the fanfare type and serves 
as an introduction to the other two movements. The~ employs 
harmonies of the jazz character; the trumpet, horn, and tuba serve 
3Louis Shores and David Crawford, "Camile Saint-Saens", a bib l io-
graphy, Collier's Encyclopedia, (New York: P. F. Collier and Son 
Corporation) Vol, 16, p. 704, 1960. 
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as solo instruments, playing themes of the "popular" variety. The 
Reel is a typical American country dance, using off-beat patterns 
in the trombones and fast alternating trumpet passages. 
Menuetto 
This Menuetto is taken from an original Cassazione quartet 
for wind instruments by Wolfgang Amedeus Mozart discovered in 1910. 
The complete quartet consists of three movements: Adagio-Allegro, 
Menuetto-Adagio, and Polacca-Presto. 
Wolfgang Amedeus Mozart, full-time genius extraordinary, 
was also the most important composer in the development 
of music for wind instruments in the two and one-half 
centuries of orchestral development encompassed between 
the Mantua and Venice operas of Claudio Monteverdi and 
the first production of Richard Wagner's Ring of the 
Nibelung at Bayreuth in 1876. Mozart's knowledge of the 
orchestra, independent of his genius in writing for it, 
is particularly striking in the way he scored for winds, 
his ideas of scoring differing greatly from those of his 
predecessors. He selected each instrument with care for 
its true musical identity and tone color, mixing the colors 
of his instrumental pallette for those voicings he wished 
to stress. The symphonies and opera are filled with his 
great understanding of their true value as musical instru-
ments and show most vividly how high the winds have risen 
from their once low social and musical status in great courts 
of Europe. A personal affection for them is further evident 
in the concertos for horn, flute, clarinet, and bassoon; 
the Quartet for oboe and strings; the Quintet for clarinet 
and string; the Quintet for piano and winds; the Sinfonia 
Concertante for solo oboe, clarinet, bassoon, and horn with 
orchestra; and the three incomparable serenades for wind 
instruments. In these works alone, Mozart did more fo 4 
the development than any composer before or after him, 
Allegro 
The final work which was performed on this recital is an 
allegro movement of a woodwind quartet by Rossini. This quartet 
4Frederick Fennell, Time and the Winds, (Wisconsin: G. LeBlanc 
Company), p. 10, 19~ --
8 
was taken from a collection of six woodwind quartets which were 
composed while Rossini was experimenting with composition as a 
student. 
According to Oscar Thompson in the International Cyclopedia 
of Music and Musicians, Gioacchino Antonio Rossini was born in 
Pesaro, Italy on February 29, 1792, the son of a town trumpeter 
and of an opera singer. Rossini came to know the opera in his 
early youth and appeared on the stage at the age of seven. There-
after he played in opera orchestras, sang in church, and accompanied 
singers until , in 1807, he was admitted to the Liceo Musicale in 
Bologna, where he studied until 1810. Rossini began writing operas 
at an early age. By the time he reached the age of twenty-one he 
had produced no less than nine operas. Every season had its new 
Rossini opera, sometimes as many as four, and when he renounced 
operatic composition at the age of thirty-six, his operas numbered 
thirty-nine. Some of Rossini's best known operas such as The 
Italian Woman in Algiers, The Barber of Seville, The Thieving 
Magpie, and William Tell, demonstrate his skill in writing for 
voice, his musical wit and invention, and his knack of taking 
fullest musical advantage of a dramatic situation. 5 
5
oscar Thompson, "Gioacchino Rossini", a bibliography, The Inter-
national Cyclopedia of Music and Musicians (8th Ed., New Yor"ic": 
Dodd, Mead and Company)~577, 1958. 
METHOD OF PROCEDURE 
In the preparation of this recital the writer was concerned 
with the selection of suitable solos for performance. Advice was 
sought from professional educators in the field to obtain helpful 
suggest ions in selecting literatur e which would be musically re-
warding and technically challenging. An attempt was made to select 
music suitable to the needs and playing competencies of the writer. 
Several solos were studied and played before the final selections 
were made. It was believed that the solos which were selected con-
tained musical and technical content beneficial to the performer. 
Study was made of each solo in an attempt to determine playing 
problems the performer would encounter. It was discovered that while 
many of the technical problems in the solos were somewhat similar, 
ea ch solo contained c e rtain passages which would require special 
study. Slow sustained phrases of considerable length and large 
interval skips were present in each solo. This kind of playing 
demands the correct use of embouchure muscles and breath control. 
Each solo contained several difficult technical passages which 
required smooth coordination of the fingers, tongue, and breath. 
The difficult technical passages included awkward fingering and 
tonguing patterns in rapid harmonic and melodic minor scales, major 
scales, and many variations of major and minor arpeggios. 
A warm-up routine was developed early in the preparation for 
this recital with emphasis placed on the further development of 
10 
tone production, technic, articulation, and breath control. Practice 
on these elements of performance was undertaken in several standard 
method books. After the solos were selected and analyzed for playing 
problems the content of the warm-up period was adapted to attempt 
the solution of technic problems within the solos. The solos con-
tained many fingering combinations which demanded the frequent use 
of the weak third finger. In order to develop smooth control of 
this finger in relation to the varied fingering combinations used, 
specific and related exercises were practiced from Herbert L. 
Clarke's Technical Studies book. Studies in this book that were 
helpful in improving finger and breath control were exercises 27 
through 35, 50 through 64, 66 through 84, and 87 through 93. The 
above procedure was applied to similar situations where its use 
might improve the performer's playing ability. 
Several approaches were used in the practicing of difficult 
passages in the solos. Sections having intricate fingering patterns 
we re practiced slowly, the performer taking care to press his fingers 
on the cornet valves firmly and quickly into place. As the movements 
of the fingers became smoother the tempo was increased. In passages 
employing the use of light staccato tonguing as well as difficult 
fingering patterns the procedure of pressing the cornet valves very 
firmly with the fingers and tonguing hard seemed to improve the 
coordination of the fingers and tongue. It was found difficult to 
play the cadenzas as a smooth continuous line. The cadenzas were 
divided into smaller groups of notes which were practiced separately. 
When the fingering in each small group became more precise, the 
11 
cadenza was practiced in its entirety. The performer practiced the 
triple tonguing as used in the Allegro slowly at first, articulating 
the syllables too too koo distinctly and clearly. It was discovered 
that the most difficulty in this triple tonguing came not from the 
attempt to pronounce the koo clearly as first thought, but in the 
attempt to pronounce the second too. 
When work was first begun on Prelude et Ballade, an analysis 
of the piano score led the writer t o believe that the accompaniment 
would sound well scored for woodwinds. The accompaniment was scored 
by the writer for the traditional woodwind quintet, flute, oboe, 
clarinet, French horn, and bassoon. Two clarinets were added to 
help retain the original voicing as nearly as possible and to re-
inforce parts where needed. Permission to arrange the accompaniment 
to Prelude et Ballade was granted in a letter from the publisher, 
Belwin Inc., dated March 28, 1963. 
When the decision was made to play French horn on the recital, 
the writer was concerned with the problem of transfer of instruments. 
Early in the recital preparation it was found helpful to have rest 
periods of great length between the practice of each instrument. 
The problem of transfer arose when an attempt was made to simulate 
recital conditions by playing the French horn after brief rests 
from cornet playing. The slight pressure of the cornet mouthpiece 
against the lips while playing produced a muscular impression which 
differed from that of the thinner rimmed mouthpiece of the French 
horn. It was discovered that effective transfer by the performer 
from cornet to French horn could be made by having sufficient rest 
between the playing of each instrument, and sufficient warm-up time 
to adapt the setting of the lip muscles to the different size 
mouthpiece. 
12 
Selection of the music for the ensembles appearing on the 
recital was determined by the availability and competency of the 
players. Rehearsal schedules were planned and the writer attempted 
to train the ensembles in the elements of musical performance. 
Students participating were encouraged to study their parts carefully 
to help make possible an acceptable performance. Each ensemble 
performed at various school functions prior to the recital per-
formance. 
ffiNCLUSION 
It was the purpose of this recital to afford the writer an 
opportun ity to gain added insight in solo and ensemble preparation 
and performance which might be helpful in more effective teaching. 
In preparing this recital the writer was concerned with selecting 
suitable solo and ensemble music, preparation of the music, and 
transfer from cornet to French horn playing. 
The recital preparation was beneficial to the writer in becoming 
better acquainted with available solo and ensemble literature and 
various technics which can be used in helping students prepare for 
mus ical performance. Preparation for this recital was also bene-
ficial to the writer in gaining more competency and knowledge in 
the playing of the instruments used in the recital. The level of 
performance attained by the student ensembles in the recital was 
made possible through consistant and motivated practice on the fund-
amentals of musical performance. 
It was found that transfer from cornet to French horn playing 
could be made most effective ly with long periods of rest between 
the playing of each instrument. The amount of rest available 
during the recital between cornet and French horn playing was not 
sufficient to enable effec tive transfer. 
Blom, Eri c . 
York: 
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